Introduction
Being a special type of translating activity, literary translation, undoubtedly, stays at the crossroads of two the most important areas of human's creative performance -science and art. At different times this statement has been constantly voiced by translation theorists and makers (Levý, 1974; Chukovksky, Fedorov, 1930; Etkind, 1970) . Crucially contributing to creation and extension of the national and world cultural spaces, literary translation serves to build "our", "their" and "mutual" culture in recipients and operates in the sphere of cross-lingual, crossnational and cross-cultural communication.
Since this translation is conventionally focused on literary texts, it is possible to speak even about cross-literary communication. Among all the types of translation it is the literary one that bares a remarkable resemblance to different arts and creative activities in the culture. Describing literary translation as a certain art, translation theorists have never yet denied its scientific ground. To be more precise, literary translation can be defined as a unique combination of science and art, which is hardly to be completely separated. Thus, M. Enami, a theorist of diachronic and synchronic literary translation, claims that literary translation studies represents a contemporary science that lies at the crossing point of philosophy, linguistics, psychology and sociology (Enami, 2001) . This set of scientific branches, obviously, goes far it insists on essential creativity, literary talent and good taste to reconstruct the original information system in the target text. When it succeeds, the original aesthetics rebuilt in the secondary text, will be perceived and comprehended by the recipient who is unable to read the original text, and that to some degree (but not completely) will be similar to the native reader's perception. Translation is reasonably necessary there owing to the fact that the recipient as a rule does not speak the language that the original text is written in. Such reader both linguistically and extra-linguistically belongs to another ("their") culture. This fact poses a core (and extremely challenging) task for a literary translator -to create the secondary literary text which would be able to impress to the recipients that maximum of the original information scope.
Thus, in the most general manner, literary translation can be regarded as some reconstruction of the original information complex. At the same time, it is a process of de-construction -one of the main ideas in post-modernism. In this context, W. Benjamin's comprehension of translation, that has anticipated de-constructivism for several decades, gains significant importance. A philosopher and cultural theorist considers the target text as the most crucial life form of the original -it needs to be translated, it grows and continues living there (Benjamin, 1972) . Further, J. Derrida denotes translation (and translations) as the source's growth momentum (momenta) (Derrida, 1974) . The source text keeps its life in the secondary texts generated in the process of interpretations through various sign systems (according W. Benjamin, they are language systems mainly). In that way, "strong" cultural and literary texts are most frequently subjected to such interpretations -that finally leads to emerging extensive centers of translation focus. (Verzilin, 1953) .
Robinson
Over its life, Robinson has become one of the most translated and published books in the world. Certainly, this novel can be defined as a "strong" text of the Anglophone culture which has been keeping its "strength" in the space of "our" and "their" cultures and languages for more than 300 years. In 2013 "The Guardian"
noted that Robinson was the second in the top-100 English books (The Guardian, 1719). The In that connection, we should recall about interpretation limits -a key problem of U. Eco's idea (Eco, 1994 (Fabbri, 1998) illustrating this statement by the fact that a novel can be transformed into a TV-series or film. As process. Indeed, the film "language" has a great potential to express feelings and emotions described in the original.
Addressing the phenomenon of screen adaptation, O.V. Aronson observes that "if we touch upon the screen adaptation, we can't help but speculate using the terms of translation" (Aronson, 2002: 128) . In that way, through the films themed on certain novels, considering the importance and necessity to "say almost the same thing" U. Eco says that the film also involves storylines, psychological features of the characters and some sort of a novel
atmosphere, but lacks the author's individual style (Eco, 2003) . Given that, alongside with the problem of translatability limits we face another 
